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HOW TO PAINT ON CHINA. 




-DIRECTIONS FOR FLOWER PAINTING. 

OUBTLESS the best condensed palette 
for flower painting on china is made 
up of the following nine colors : 
Deep ultramarine, brown 4 or 17, 
yellow ochre, silver yellow, capucine 
red, crimson lake, light carmine, 
grass green, and dark green No. J. . 

COMBINATIONS OF CARMINE. 

Pink or rose. Use light carmine, very thin. Do not 
touch the knife to it ; work it smooth with a good- 
sized brush, with the addition of lavender. 

Cherry or strawberry. Light carmine and capu- 
cine red. 

Gray for pink flowers. Carmine and emerald 
green. 

Gray for backgrounds. Carmine, ultramarine 
and silver yellow. Whichever tone is desired, let that 
color predominate. 

Lilac. Carmine and ultramarine. 

Purplish cast on rose leaves. Carmine and 
emerald green, or rose-leaf green (Hancock). 

COMBINATIONS OF CRIMSON LAKE. 

Purple. Ultramarine and crimson lake. This can 
be made bluer or pinker by using more or less of 
either color. 

Dark Green. Grass green and crimson lake, or 
green No. 7. 

Laky red. Crimson lake and yellow ochre. 

Brown ?nadder. Crimson lake and brown 4 or 17. 

Deep warm gray. Crimson 
lake, ultramarine and silver yel- 
low. 

COMBINATIONS OF CAPUCINE 
RED. 

Deep poppy red. Capucine 
red, ultramarine and carmine. 
Mix the ultramarine and car- 
mine, and add the red. 

Deep red brown. Capucine 
red, crimson lake and brown 4 
or 17. Use but little of the lake. 

Orange. Capucine red and 
silver yellow. 

Delica te gray for back- 
grounds. Capucine red, ultra- 
marine and a little yellow. This 
must be well mixed with the 
knife. 

Dark orange. Capucine red 
and yellow ochre. 

COMBINATIONS OF SILVER 
YELLOW. 

Orange. Silver yellow and 
capucine red. 

Light brown. Yellow, brown 
4 or 17. 

Maize. Yellow and yellow 
ochre. 

Apple green. Grass green 
and yellow. 

Greens in the background. 
Yellow, ultramarine and a little 
green No, 7. 

Turquoise blue. A little yel- 
low, with ultramarine. 

COMBINATIONS OF YELLOW 
OCHRE. 

Light brown. Yellow ochre 

and brown 4 or 17. 

Green. Yellow ochre and dark green No. 7. : ■ 
Green. Yellow ochre and grass green, or yellow 

ochre and ultramarine. 

COMBINATIONS OF ULTRAMARINE. 

Purple. Ultramarine and crimson lake. 
Lilac. Ultramarine and light carmine. 
Gray. Ultramarine, crimson Jake and yellow, 



COMBINATIONS OF BROWN 4 OR 1 7. 

Brown madder. Brown and crimson lake. 

Light brown. Brown and yellow, or yellow ochre. 

Brown green. Grass green and brown 4 or 17. 
Combinations of greens have already been described. 

These combinations may be considered trustwor- 
thy, as they have been experimentally proved by the 




CENTRE DECORATION OF A ROUEN PLATE. 



writer. The exact proportion of each color can only 
be ascertained practically by the amateur himself. 
Thus, in lilac, too much ultramarine or too much 
carmine will make either one or the other too prom- 
inent. It is much better to experiment upon a tile or 
cheap piece of china than to ruin an expensive dish 
because of a little uncertainty about the exact color. 




PLAQUE DECORATION. BY TH. DECK. 
. (for directions for treatment see opposite page.) 

The colors already mixed in tubes are much the 
best for the amateur, as the blending of mineral colors 
'depends greatly upon their thorough mixing on the 
palette. Never mix colors of different make without 
experimenting beforehand. 

Every beginner in china painting should obtain a 
tile, or piece of china, spread the original colors on it 



in a thin wash about the size of a five-cent piece, and 
when dry mark them by writing the name, with a pin, 
on the color. Then make desired combinations, and 
mark likewise. Keep also a written list of the colors 
thus fired. 

It is advisable for those who cannot make their 
own studies from the natural flowers to copy colored 
water-color prints. Careful study of fired works will 
give one more practical knowledge than volumes of 
written instruction. This will be the more profitable 
after some experiments and failures. Do not expect 
your first work to be equal to a master's. " Knowl- 
edge is power ;" but you can only gain that knowl- 
edge by practice and patience. 

In painting a group of flowers in their own colors, 
three separate paintings are required. The first is for 
laying on the most delicate tones of color m flowers, 
leaves, buds and stems. When this has been thor- 
oughly dried, either over night, on the side of the 
stove, or in the sun, the second painting may be ac- 
complished by putting on the same tint over the first 
wash, either to deepen the color or to produce shad- 
ing, or another color to alter in places the hue of the 
first. Finally, when this is well dried the third and 
last painting may be executed. This consists in 
lining the stems and the edges of leaves and buds, 
calyxes and flowers with a fine brush. If any of the 
colors have exceeded the outline, now is the time to 
erase them with a sharp-pointed knife. 

Pink or rose-colored flowers should have, in the first 
painting, a very thin coating of color, as a thick coat 
of light carmine (Lacroix) or English Rose (Hancock), 
if fired properly, will produce almost a cherry color, 
while if fired too much it will 
become purple. Therefore, it is 
desirable to have a thin wash to 
produce a delicate pink. The 
second coat of carmine will gen- 
erally make enough shade upon 
a flower, but if not, add a very 
little emerald green. Upon green 
leaves any of the combinations 
of green can be painted over the 
first color. Even a third light 
coat of color in the darkest parts 
of leaves is allowable. For dark 
purple flowers, after the first 
wash of light violet of gold, 
shade with purple No. 2. For 
light lilac flowers use a light 
wash of ultramarine and light 
carmine ; shade with the same. 
For red flowers, the first wash 
should be orange and capucine 
red. Never shade red flowers 
with purple, but use carmine 
No. 3, ultramarine and capucine 
red, mixed. If yellow flowers 
are gold-colored, use orange, 
shaded with yellow brown ; if 
lemon-colored, use silver yel- 
low, with a little black and 
blue. Use the greatest delicacy 
in shading all flowers, especially 
yellow ones. 

In white flowers the white of 
the china will become the high 
lights ; wash the shaded parts 
lightly with silver yellow, after- 
ward with gray. 

Distant leaves should only re- 
ceive one painting ; these can 
be put in when all other parts 
are complete, and give character and finish to the 
whole. In painting the^econd or third coats of color, 
the brush should be used lightly, without too much 
oil or turpentine, as either would be likely to remove 
the first wash of color. 

An interruption of days may occur during the work 
without detriment, if the articles are protected from 
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dust. The greatest cleanliness of brush, palette 
and surroundings is absolutely necessary to produce 
good results. If, however, any particle of dust 
adheres to the paint it can be removed with a needle. 
If, after firing, the colors look faded, the process of 
touching up with the same colors can be employed, 
strengthening every part, and the whole may be fired 
again. The Chinese sometimes fire every color used, 
and a dish may undergo a dozen firings. The 
Dresden ware is fired five or six times. But this, of 
course, is not necessary to produce good work. 

Lavinia Steele Kellogg. 



THE "BERNARD PALISSY" PANEL. 



This design may be used as a companion to that 
of " Luca della Robia," which was published in the December 
number of The Art Amateur, or may be painted as a single 
panel, being complete in itself. The two used together would be 
very effective in a folding screen of two panels. In this case the . 
figures should be enlarged to the proper size. Used alone, this 
design may be applied to a single panel fire-screen, painted on a 
slab of ground glass, to be mounted, in brass, on feet which raise 
it from the floor. 

This style of screen is very pretty, as the fire shining through the 
painted glass has a charming effect. The following scheme of 
color is to be observed, whether the painting is done in oil or min- 
eral colors ; The scene represents the interior of Palissy's atelier ; 



PAINTING A PORTRAIT PLAQUE. 



The Deck portrait design on the op- 
posite page is intended for a plaque, 
and is to be painted in mineral colors. 
It may be enlarged to any extent de- 
sired, the modelling of the features 
being given in such detail to allow a 
life-sized head to be painted from it 
without any difficulty. 

The following scheme of color may 
be observed : The border is a dull light 
red verging on terra cotta, with the fig- 
ures painted in dark brown, with occa- 
sional touches of yellow. 

The background behind the head is 
light clear yellow, which contrasts har- 
moniously with the costume. The hat 
is deep crimson velvet, with a white 
feather, and the dress is crimson silk 
trimmed with bands of crimson velvet. 
A white chemisette is worn over the 
neck, while long earrings and a chain 
of rich yellow gold complete the cos- 
tume. The complexion is rather dark 
and rich, with warm color in cheeks 
and lips. The hair is dark reddish 
brown. 

Begin to paint by laying in the back- 
ground, which is perhaps easiest to do 
with the fine powdered color. Mix with 
almost as much oil of turpentine as 
bulk of powder, about twice the amount 
of copaiba and a moderate quantity of 
lavender oil. After the powder is well 
incorporated with oil, so as to run 
smoothly, it may be reduced to the nec- 
essary consistency by adding spirits of 
turpentine. It is better to strain this 
before using through very fine wire 
cloth. The design, which has previ- 
ously been drawn in India ink, is cov- 
ered with the ground color ; this color 
must be entirely rubbed off before paint- 
ing the flesh and costume. This is done 
by a pointed stick covered with a cloth 
dipped into turpentine, which will re- 
move all the tint inside the outlines of 
India ink. For tinting the background, 
use jonquil yellow, or, if preferred, 
orange yellow. The border is painted 
with flesh red No. 2, and the figures 
with dark brown, using ivory yellow for 
the lighter touches. Use deep purple 
for the hat and the same color for the 
dress, though in two shades. Make 
the silk lighter, and shade the velvet 
with a darker tone of the same. In 
painting the white chemisette, the 
white china is left clear for the light- 
est tones, and the shadows are put 
in with one third ivory black mixed with about 
two thirds sky blue. The gold earrings and chain 
are painted with mixing yellow, shaded with iron 
violet. Paint the complexion with ivory yellow and 
flesh red, making the tint rather dark. Avoid using 
too much yellow, as it will overpower the red.. 
Shade this with flesh red No. 2, ivory black and sky 
blue, adding before finishing a little deep red brown 
for lips and cjieeks. The hair is painted dark brown, 
shaded with black ; this should not be blended. 
For the eyes use the same. The white feather is 
painted in the same way as the chemisette. In painting 
portrait designs the beginner will do well to have the 
table of colors given in The Art Amateur of last May. 
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the wall, which forms a background for his figure, is light gray, 
rSther warm in tone. A window on the right-hand side is made 
of odd-shaped panes of white glass set in brass. On its sill stands 
a brass jar holding brushes. To the left is hung a faience plaque 
of dull grayish green, with a design in yellow upon it. The table 
is of light wood. On it stands a group of figures in terra cotta, 
and a gray blue vase ornamented with green leaves in relief. 
Under the table, partly in shadow, is a large vase of deep rich 
blue, with a wreath of yellow and white roses upon it ; a deep yellow 
earthen vessel, a dull red pitcher and a gray jar are also there, and 
partly in shadow. The furnace, of deep red brick, qualified by 
grays, is a beautiful piece of color. The deep shadow inside is 
broken by glimpses of gray and yellow pottery, while on the 
front stands a broken vase of deep yellow, with green lizards 
upon it. On the floor, which is oak, made grayish by the potter's 
clay, lie the broken remains of a beautiful plate of dull green orna- 
mented with brown, yellow and red figures. The design affords 



an excellent opportunity for color, but all these different objects 
must be kept in harmony, no undue prominence being given to 
any one, but all being subservient to the central figure of the 
master, and all together forming a rich and harmonious back- 
ground. The costume worn by Palissy consists of a doublet and 
hose of light brown cloth, with short full breeches and long 
sleeves of rich purple silk, not too dark in tone. His hat is 
brown, lined with purple. He also wears shoes of brown leather, 
and a ruff of white muslin around his neck. Gold buttons down 
the front of his jacket give an agreeable touch of color. The com- 
plexion is dark, with gray hair and beard. 

To paint this design in oil colors : Begin with the wall, which 
is to be kept light, and lay in simply the general effect of every- 
thing at first, leaving the details till a later painting. Paint the 
wall with white, yellow ochre, ivory black, permanent blue, and 
burnt Sienna. The same colors will do for 
painting the glass window, used in different pro- 
portions. The brass frame and jar are painted 
with raw umber, medium cadmium white, burnt 
Sienna and ivory black ; the dull green plaque 
with terre verte, yellow ochre, burnt Sienna, 
ivory black and white ; the yellow design with 
cadmium, burnt Sienna, ivory black and white. 
The pine table toned with clay, which makes it 
a light grayish yellow, is painted with yellow 
ochre, white, raw "umber and ivory black, with 
burnt Sienna and a little permanent blue added 
in the shadows. Paint the terra-cotta figure 
with light red, yellow ochre, a little vermilion, 
with raw umber and ivory black, adding Indian 
red and burnt Sienna, with a touch of perma- 
nent blue in the shadows. The same colors are 
used in painting the furnace, also the red earth- 
en jug under the table. 

The deep blue vase is painted with permanent 
blue, ivory black, a little madder lake a»d white, 
adding burnt Sienna in the deepest tones. The 
yellow flowers are painted with light cadmium 
white, a little light red and ivory black. For 
the white flowers use white, ivory black, cobalt, 
yellow ochre and light red. These are laid in 
with a medium tone of gray, the high lights and 
deep accents of shadow being put in afterward. 
Remember to keep the vases under the table 
lighter in value than the deep shadow behind 
them. Observe, in painting Palissy's figure, 
that the upper part is dark in value against the 
background, while the legs are lighter in value 
than the objects behind them. In order to have 
the values all true, it is best to select some one 
object which is very dark, and compare all the 
other dark tones with this. The same rule ap- 
plies in regard to the light objects. To paint 
the coat, use bone brown, burnt Sienna, yellow 
ochre, ivory black, white and a little permanent 
blue. The same colors will do for the stock- 
ings, adding more yellow ochre and white, with 
less brown and black. The shoes and hat may 
also be painted with these colors. The purple 
sleeves and breeches are painted with madder 
lake, permanent blue, yellow ochre, raw umber 
and ivory black, adding burnt Sienna in the 
deep accents of shadow. For the complexion, 
use yellow ochre, light red, white and madder 
lake toned with raw umber, cobalt and a little 
ivory black. In the highest lights use vermilion 
also, and add a little burnt Sienna in the deepest 
shadows. 

Paint the hair and beard with white, yellow 
ochre, raw umber, ivory black and a little cobalt. 
Add light red in the shadows. 

If glass is selected to paint on, the background 
should not be painted solidly at the edges, nor 
should it be carried out so as to cover the glass 
entirely. Paint a little loosely just at the edges, 
showing the glass through between the touches, 
and leaving a little space clear just at the cor- 
ners. In laying in, use flat bristle brushes, and 
finish off with fine-pointed flat sables, Nos. 6 
and 9. In painting on glass, use turpentine as 
a medium instead of oil. If painting on canvas 
or wood, poppy oil is used after the first paint- 
ing, which is generally put in with turpentine, so 
that it will dry thoroughly. When finished and 
quite dry, varnish the painting with French re- 
touching varnish, but leave the glass unvarnished. 
To faint the design in mineral colors : After 
carefully drawing in the figure, begin to paint the 
surroundings first. For the wall make a gray tone with ivory 
black and sky blue, using ivory yellow in the lighter parts. 

Paint the dull green plaque with deep blue green and carmine, 
and use for the yellow design jonquil yellow, making the shadows 
and deep accents with brown green. For the terra-cotta figure and 
the red bricks of the oven, use flesh red shaded with brown. 
The table is painted with mixing yellow shaded with sepia. 

The deep blue vase is painted with deep blue shaded with black. 
Paint the yellow flowers with jonquil yellow, and for the white 
leave out the white china for the high lights, and shade with gray 
made from black and a touch of sky blue. The brass window- 
frame is painted with jonquil yellow shaded with brown green. 
Paint the jacket and stockings with sepia shaded with black. For 
the purple sleeves and breeches, use golden violet and deep blue. 
Paint the complexion with ivory yellow and flesh red, using the 
yellow carefully, or it may overcome the red. The hair and 
beard are painted with ivory black and sky blue. 
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